Introduction
It seems to be a well-established historiographical topos that art produced in Portugal during the late fifteenth and in the sixteenth centuries is reactive to deviations from what has been defined as the Manueline style. Like contemporary definitions of the Renaissance itself, the so-called Manueline is a nineteenth century construction: the term was probably first used by the Portuguese historian Francisco Adolfo de Varnhagen in his 1842 Noticia historica e descriptiva do Mosteiro de Belem. The notion of cosmopolitanism is intrinsic to the definition of Manueline art, full of allusions to the seafarer navigations and the flora and fauna from distant regions; the armillary sphere, which became a true emblem of Dom Manuel I, is itself a symbol of the cosmos. On the other hand, iconographical schemes belonging to the Manueline style did not engage in dialogue, generally speaking, with forms and motives derived from classical tradition.
If classical art aims at being universal, Manueline artistic preferences were directed to regional formal values. In the artistic field, moreover, the Manueline style, based on nationalistic discourses, openly opposed the Italianizing classical tradition. In his well-known article about royal propaganda and Manueline architecture, Paulo Pereira quotes the interesting example of a mid-sixteenth century popular play in which the devil is represented as an Italian architect who has as his opponent the "mestre português", the good old Portuguese mason who works according to Manueline practices. 1 This example, as he demonstrates, typifies the existence of two well-defined semantic fields which, already in popular usage during the sixteenth century, were understood as signifying on the one hand the authentic Portuguese, and the classical foreigner on the other. Grão Vasco and Francisco de Holanda were doubtless the most notable exceptions to this general rule. Through different means, both their oeuvres -in the case of Holanda, artistic and literary -tried to establish points of contact between local and foreign traditions. Centuries later, when the Portuguese court was transferred to Rio de Janeiro (1808) and the Academy of Fine Arts was created, the old tension between regional past and classical innovations reappeared, lasting well up into the twentieth century. This paper deals with the notion of cosmopolitanism mainly in the artistic field during the sixteenth century in Portugal and its later impact in the LusoBrazilian artistic and art historical tradition, principally in the nineteenth and first half of the twentieth centuries.
grão Vasco and Francisco de holanda
One of the most celebrated Portuguese artists, if not "the" most celebrated, in the Manueline and Joanine period is the painter Vasco Fernandes (1475-1542), better known as Grão Vasco (Great Vasco). Where he was born, and with whom he learned to paint, is not known, but it is certain that he lived and had his workshop in Viseu for approximately 40 years: from 1501-1502, when the earliest reference to him was recorded, to 1542-1544, when he died. The epithet Grão Vasco testifies to his reputation as one of the leading Portuguese painters of his time.
Grão Vasco's life span coincides with the apex and decline of the overseas Portuguese empire. During the reign of Dom Manuel, or Emmanuel the First (1495-1521), Portugal experienced a period of unprecedented wealth in Western modern history. In 1498 Vasco da Gama arrived in Calicut after circumnavigating Africa, and in 1500 Pedro Álvares Cabral landed on what would become the Brazilian coast. In the meantime, another expedition under Afonso de Albuquerque set out for India. In two years, Portugal managed to establish an active commercial maritime web in the East and West. In the first decade of the sixteenth century, it had commercial bases on the western coast of Africa and in Brazil, Persia, Goa, Malacca, and Timor. Ships returned to Lisbon's harbour laden with riches beyond description. In spite of an incipient internal crisis, prosperity and expansion continued under the reign of Emmanuel's successor, Dom João III, and beyond. In 1543 a Portuguese commercial base was established in Hirado (Japan), and in 1557 another was created in Macau: the so-called triangular trade bet-ween Japan, China, and Europe had been created. Yet, only a few decades later, the Portuguese army suffered a legendary defeat in Morocco, during which King Sebastian was killed without leaving an heir; in 1580, Portugal was annexed to Spain and fell under the rule of King Philip II of Spain.
In the first half of the century, Dom Miguel da Silva, the humanist bishop who directed the diocese of Viseu between 1526 and 1547, commissioned Grão Vasco with an oil canvas (ca. 1535) for the chapel of the Fontelo palace, namely Christ in the house of Martha and Mary.
2 Miguel da Silva kept close relations with Italy. He had lived in Rome for many years before arriving in Viseu; there he had met, among other intellectuals, Baldassare Castiglione, who dedicated to him his Il Cortegiano (1528).
3 In a way, Dom Miguel embodied the quintessence of humanist cosmopolitanism; a well-travelled polyglot, he seemed to move with ease in the fields of rhetoric, classical languages, diplomacy, literature, philosophy, and art criticism: through his mediation, for example, Francesco da Cremona went to Portugal, where he designed the Italianizing cloister of Viseu's cathedral.
Grão Vasco's painting represents a famous passage of the Gospel according to Luke:
"Now as they went on their way, he entered a certain village, where a woman named Martha welcomed him into her home. She had a sister named Mary, who sat at the Lord's feet and listened to what he was saying. But Martha was distracted by her many tasks; so she came to him and asked, 'Lord, do you not care that my sister has left me to do all the work by myself? Tell her then to help me.' But the Lord answered her, 'Martha, Martha, you are worried and distracted by many things; there is need of only one thing. Mary has chosen the better part, which will not be taken away from her". 4 This passage would fundamentally link the identification of Mary with the contemplative life, and Martha with the active life. This dualism would give rise to a debate about the specific merits of each path, a debate that became profoundly rooted both within mediaeval and humanist traditions. According to one interpretation, the text offers Christ's own preference for Maria's choice: "optimam partem elegit", according to the Vulgata.
Grão Vasco depicts an ambience dominated by an elegant, classicizing architecture, derived most probably from Cremona's cloister. Christ listens to Martha's complaints, while in the foreground the figure of Mary immediately reveals the appropriation of Dürer's Melancholy, which was very well known in the Iberian Peninsula. Dagoberto Markl still was able to distinguish, in the landscape in the background, two copies of Dürer's engravings. 6 The assimilation of Mary (and/or Mary Magdalene) to melancholy would become a topos of seventeenth-century painting; we need but recall, for instance, a painting by Vermeer in Scotland's National Gallery, or Domenico Fetti's oil at the Doria Pamphilj in Rome. Grão Vasco is, with all probability, the first artist to make this elegant iconographical allusion. It is an allusion uniting so many elements dear to humanists, such as the representation of melancholy or the debate between active and contemplative life. To the right of Christ we see Dom Miguel, whose coats of arms are represented in the plinth of the two Corinthian columns in the foreground. To the right in the background, one sees a painting within a painting: Saint Martha fighting the dragon of Provence, that is, a later moment in the saint's biography. After Christ's death, Saint Martha is said to have embarked to Marseille together with her siblings; there, she killed the terrible dragon that had devastated the region. The system of internal allusions by means of meta-representations appears with relative frequency in erudite contemporary art, especially in Italy, in the second half of the fifteenth century. Grão Vasco's canvas is extraordinary for many reasons, one of which, not minor, is the choice of the subject, which was rare before the seventeenth century.
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In addition, Grão Vasco incorporates diverse innovations in his canvas, such as the inclusion of many other characters, among them the beautiful portrait of the painting's patron, Dom Manuel. His work, full of iconographical references and erudite allusions to contemporary humanistic discourses, can be regarded as one of the most sophisticated responses to cosmopolitanism on Portuguese soil.
In 9 This most probably is the first Western representation of an Amerindian from the region which we presently know as Brazil. Portuguese seaman Pedro Álvares Cabral, as is well known, arrived on the Brazilian coast in 1500. The territory, which had been previously granted to Portugal through the Treaty of Tordesillas, was immediately incorporated into Portugal's expanding empire. The Indian can be clearly identified with the Tubinambás, one of the Tupi ethnic groups that inhabited the eastern Brazilian coast. The feathers in his headpiece and the spear characterize his ethnicity, even though the rest of this clothing is, of course, European.
10 Years after the creation of Grão Vasco's painting, the Tupinambás would be irrevocably demonized by Hans Staden's book about his captivity amongst them, filled with crude illustrations representing them as cruel and savage cannibals.
11 These illustrations, as is well known, later became a source for other publishers, such as Theodor de Bry, and circulated widely in Europe. Grão Vasco, however, was painting many years before the circulation of these prints; his attitude towards the Indian, just like that of some of his Italian counterparts who, in those same years, included pagan visual elements in Christian representations, is marked by a characteristically humanistic wish to embrace variety.
The Gospel according to Matthew, the only gospel to mention the Three Wise Men, does not specify their number or their names, but it mentions the gifts they brought: gold, frankincense, and myrrh. The number three surely prevailed both because of the number of gifts they brought and in connection with this number's symbolic and liturgical implications. According to the gospel, the Wise Men or Magi had come "from the East". In the Middle Ages, the idea according to which they travelled from the three known continents -Europe, Asia, and Africa -, as well as the identification of Balthazar (the names of the kings are mentioned for the first time in the eighth century) with Africa, crystallized. In iconography, Balthazar has, at least since the fourteenth century, been represented as a black African, generally in Orientalized clothes. 12 The appearance of the Black King implied, of course, the universalizing power of Christianity, which could appeal to -and 12 The earliest known example of the Black King is probably in a wall painting of the mid-fourteenth century in the Emmaus monastery in Prague.
unite -all peoples throughout the world. The arrival of Europeans in the New World strongly undermined the Trinitarian conception of the world's geography, but in spite of that, artists continued to represent only three Wise Men. Grão Vasco's canvas is the sole attempt, as far as I can ascertain, to include the Americas among the parts of the world represented by the Magi.
In other early sixteenth-century Portuguese representations, Amerindians tended to be assimilated into diabolical iconography. An anonymous painting of ca. 1520 in the Museu Nacional de Arte Antiga of Lisbon, for example, represents what seems to be a native Brazilian presiding over the horrors of hell. 13 He is the only figure in the canvas that appears clothed; in this case, quite obviously, the clothes serve as a means of marking his identity. In the Batalha Monastery, one of the gargoyles was similarly conceived as a native Brazilian.
14 In the mediaeval tradition, as is well known, gargoyles frequently depict grotesque, hybrid, or diabolical figures. In Batalha, next to the native Brazilian, one can also see a Chinese figure as a gargoyle, thus emphasizing the identification of non-Europeans with evil monstrosities. 15 Contrary to these examples, Grão Vasco incorporates the Indian into the traditional representation of the Nativity. Another interesting example of the painter's embracing conception of otherness in religious iconography is his canvas Calvary, also in the Museu Nacional de Arte Antiga. According to Portuguese scholar Vítor Serrão, whose interpretation was followed inter alia by Dalila Rodrigues, the good thief is represented with the corporeal features of a "Brazilian Indian". 16 Grão Vasco's paintings reveal not only the close contact the artist had with humanists and foreign artists, but also his globalist conception of Christianity, presided over by a Portuguese monarch. In the aforementioned representation of the Three Magi, the golden coin held by the Christ Child is decorated with the armillary sphere, which was the king's strongest symbol. This sphere, originating in ancient Greece but widely used during the Middle Ages by Muslim scientists, appears in practically all monuments commissioned by the monarch, for instance as a decorative architectonic feature in the Monastério dos Jerônimos. It has often been argued that Grão Vasco -as Francisco de Holanda (1517-1585), the second name that comes to mind when one thinks of Portuguese cosmopolitan artists -was an exceptional figure in the Portuguese landscape. It is well known that his patron, Dom Miguel, was strongly persecuted by Dom João III, to the point of incarceration in 1538 in order to prevent him from returning to Rome. In spite of the superb quality of his works, very little is known about Grão Vasco's biography; not only the date of his birth, but also that of his death have not been established with certainty.
Grão Vasco would become a legendary figure in Portuguese art history during the eighteenth century and beyond. 18 In this period, the epithet "grão" was probably added to his name, and the biographical construction according to which he studied in Italy developed. Concomitantly, biographical data concerning both his humble social origins and his abilities, like a modern Apelles of Kos, took shape: to deceive the eye by creating images so true to nature that they appear to be real images both to people and animals.
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Francisco de Holanda, albeit not politically persecuted, also seems to have been unsuccessful in his professional relations with the Portuguese Crown and patrons: he died alone, probably in debt, in his villa close to Sintra. None of his books were ever published, and only one of his architectonic projects was carried out. 20 Although he offered his services several times both to the Portuguese and the Spanish Crowns, he was long jobless at the time of his death.
Francisco was born in Lisbon. His father, Antonio, was a miniaturist of Flemish origin in the service of King Manuel I and his successor, Dom João III. In 1537, subsidized by the king, he began a long trip to Italy; he arrived in Rome in mid-1538 and returned to Portugal in 1540. The stated purpose of his trip was the study of Italian art, both contemporary and ancient, and its subsequent dissemination in Portugal; according to some scholars, however, he also had a political-military motivation linked to the study of Italian fortifications. 21 As a result of this trip, Francisco produced two masterpieces: the Pintura Antigua, of which the so- art that Francisco had seen. The Pintura Antigua, which Francisco finished probably in 1548, is an art treatise divided into 43 chapters. As Francisco himself points out in his preface dedicated to King Dom João III, it is the first work on painting written in Portuguese. In the book, Holanda centralizes the humanistic topos of the antiqua novitas, emphasizing the practice of imitation of ancient paradigms while stressing the need of increasing the fundaments of art theory in Portugal. His varied discourses insist on Portugal's backwardness and the low esteem in which Portuguese artists are held in their homeland, as compared to their Italian counterparts. In the book's 13th chapter, Holanda tries to demonstrate the universality of what he calls "ancient painting" by pointing out that its principles were present throughout the world: from Morocco to India, from Brazil to Peru, and even in China. According to Francisco, only "ancient painting", the Greco-Roman paradigms, are truly universal; therefore, they are the paradigms to be imitated. In the Antigualhas, on the other hand, Francisco sketched, almost always using black pencil, some 200 paintings, sculptures, monuments, and fortresses that he had seen in Italy and on his return way back home, among which were the Apollo Belvedere, the Laocoon, Marcus Aurelius, the Colosseum, the Pantheon, and the Trajan column. In a critical gesture of maximum potency, Francisco selected a corpus of ancient and contemporary monuments that he deemed worthy of forming Portugal's visual repertory.
I would like to call attention to a detail in one drawing that Francisco sketched as part of a third book, the De Aetatibus Mundi Imagines, which he began in 1545 but did not complete until 1573. The book is conceived as a world chronicle in images, following the model established by Eusebius in the fourth century (as Francisco himself indicates) and later continued by Paulus Orosius and Isidore of Seville. According to this model, world history, based on the divine organization of time, is divided into six ages, from the world's Creation to the Apocalypse. 22 The drawing in question is part of the third age. It depicts diverse moments of the life of Samson: as he is fighting the lion, destroying the pagan temple, and having his hair shorn while asleep by the Philistine Delilah. Below the main depiction, in a scheme similar to other drawings in the Imagines, there are three medallions: those in the center and on the left represent the Libyan, Phrygian, and Cumean Sybils, and, on the right, one sees the detail that most directly 22 The first age begins with Creation and ends with the Flood; the second, with Abraham; the third, with King David; the fourth, with the Exile in Babylon; the fifth, with the birth of Jesus; and the sixth goes on to the end of time. This model is identical with that of Orosius and Isidore, with the exception of the sixth age, which in the Latin writers ends in their own contemporary time.
serves the purposes of this present study, that is, Ulysses's boat arriving in Lisbon (Olisipo) and at the bottom Troy depicted in flames. 23 Francisco, here, draws on and resumes an ancient tradition according to which the Greek Ulysses, at some point during his long sea voyages on his way home, founded Lisbon; in accordance with this legend, the Latin name of the city, Olysipo, is etymologically connected to Ulysses.
The idea of detecting a mythical ancestor among the Homeric heroes is a strong topos linked to foundational ideologies. As is well-known, the Romans chose Aeneas, masterfully praised in the Aeneid, a Trojan hero who escaped the fire that consumed Troy and reached Latium. There he married Lavinia, daughter of King Latinus, and gave rise to the Roman lineage. In his drawing, Holanda chose the navigator Ulysses as the founder of a Lisbon which he hoped to see renewed and finally identified with the splendor of the classical past; next to the medallion, the presence of the Sibyls appears to foreshadow this ancestral connection, while Samson, endowed with extraordinary strength, typologically alludes to the great Lusitanian deeds.
Decades later, Camões, in his Lusiadas, would return several times to this foundational myth, often referring to Lisbon as Ulisseia and vehemently asserting the role of Ulysses (Ulisses) as the mythical founder of the city:
"Ulisses é o que faz a santa casa À Deusa que lhe dá língua facunda; Que se lá na Ásia Tróia insigne abrasa, Cá na Europa Lisboa ingente funda." 24 Other poets, especially during the Spanish annexation, had recourse to this foundational myth; an example is Gabriel Pereira de Castro's Ulysseia, ou Lysboa Edificada, published in Lisbon in 1636; it is explicitly indebted to Camões. Quite clearly, the choice of Ulisses is not casual: not only is he a seaman but also, as stated by Homer, he is polytropos, that is, "much-travelled", or, metaphorically, "turning many ways". Ulisses is capable of navigating in different seas, but also in different cultures and minds. He can think as others do, and adapt to diverse situations. In other words, Ulisses is a cosmopolitan.
Contrary to what one might expect, in spite of the fact of being a true umbilicus mundi at the turn of the fifteenth century, Portugal did not seem to have embraced Francisco's project of borrowing visual or rhetorical elements deriving from the classical past. His visual depiction of Ulysses as Lisbon's mythical founder is, as far as we know, an unicum in this period. Portugal's national image during the reign of King Emmanuel predictably included maritime elements connected to the navigations, but these elements do not, generally speaking, engage in dialogue with forms and motives derived from classical tradition. A significant example is the set of illustrations of the Ordenações d'El Rei D. Manuel (Lisbon, Pietro da Cremona 1514), the Manueline code, which substituted the previous Afonsine code. Although the images represent all social groups that comprised contemporary society -literates, priests, magistrates, businessmen -as well as the king acting as the supreme leader of an absolute state, visually they seem to be anchored in conservative visual values. The king is not depicted as a new Caesar or Augustus, but as a medieval king with his armor and crown, surrounded by Gothic architecture. Lusitanian imperial discourses and images, in fact, did not borrow motives or forms derived from classical tradition, and Lisbon is not conceived as a new Rome, as one might indeed expect. There was never a solid system of derivations and correspondences between the classical past and the Lusitanian present, since the latter prefers to declare its peninsular roots as its legitimate predecessors.
The reasons for this deliberate lack of identification between the Lusitanian Empire at the beginning of the sixteenth century and the classical past are complex and go beyond the scope of this paper. What can be noticed is that during the Renaissance, Portugal experienced a strong tension between regional and international traditions; and the regional traditions clearly prevailed, almost as if catalyzed by a xenophobic reaction. If classical art aims at being universal, Portuguese arcane artistic preferences went back to regional values in order to construct an image that was not universal, but particular, specific, exclusive. Francisco de Holanda was perhaps the only Portuguese thinker to claim for Portugal the classical unity which he saw reflected in artistic objects all over the world. In this sense, both his oeuvre and Grão Vasco's, for different reasons, can be considered as forms of resistance and discontinuity in a scenario dominated by the longing for permanence and national identity.
Regional tendencies in Portuguese Art history and historiography
The mythical connection between Grão Vasco's biography and Italy is characteristic of an (art)-historiographical tendency to pair artistic developments in Portugal to other European regions or nations. The construction of a Portuguese trajectory during the Renaissance and beyond has often been built upon a succession of assimilations or exclusions of foreign formal or iconographical values. Bourgogne, Flanders, Italy, and Spain form a long line of binomials ("Luso-Flemish" or "Luso-Italian" style, etc.) which has long served as conduit in this process. On the other hand, since the origins of the definition of the Manueline by Varnhagen in 1842, historians have tried to determine the "specificity" of the style and link it to the "spirit" of the Portuguese nation. Varhangen, born in Brazil to a Portuguese mother and a German father, pointed out what he considered to be Portugal's national style par excellence and conveniently made it coincide with the apex of Portuguese seafarer navigations. 25 In 1952, Reinaldo dos Santos advanced the view that Manueline represents the quintessence of Portuguese maritime discoveries, calling it "estilo das descobertas marítimas".
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Yet in more recent years, the relation between great centers of art production and artistic paradigms -during the Renaissance, mainly Italy but also Flanders -and the so-called "periphery", where Portugal also could be situated, has been widely reexamined. Instead of either searching for the specificity of Lusitanian art or constructing Portuguese art history of the early modern period based on its greater or lesser propinquity to great artistic centers, recent scholarship has sought to understand Portugal's artistic and literary production viewed against the backdrop of an international perspective.
In one of his most famous letters, Nicolaus Clenardus (1495-1542), a Flemish humanist, Latinist, and Arabist based in Évora, perhaps expressed a sentiment shared by some Portuguese intellectuals, or others based in Portugal in his day: "The trust in travelling grows with usage; thus Clenardus is, for this reason, already a citizen of the world". 27 However, Clenardus's cosmopolitanism, which finds parallels in Portuguese humanists such as Damião de Góis or André de Resende and in artists such as Holanda or Grão Vasco, had a strong counterpart. Portugal experienced, during the Renaissance, a powerful tension between regional and international traditions, the former expressed almost in terms of xenophobia. It is well known that, at least until the first decade of the sixteenth century, Portugal and Spain had deep roots in the so-called Low Countries. second decade of the sixteenth century on, while Spain intensified artistic and cultural bilateral relations with different regions of the Italian peninsula, Portugal kept its faith with Nordic Gothic formal values. The Spanish Renaissance, perhaps even more than the French Renaissance, actively sought to look to Italy and the ideals of classical culture, whose ideals it was able to import both visually and in literature into its own national context, so as to construct a universal image of itself. Portugal, on the other hand, was generally speaking indifferent to Michelangelo's extraordinary achievements in the Sistine Chapel or those of Raphael in the stanze. Even artists living in the Low Countries in this period were looking to Italy, so that Flemish models used by Manueline painting did not even correspond to contemporary Flemish art.
On the one hand, profoundly rooted traditional aesthetic solutions posed an obstacle for closer relations to Italy and the identification with the universalism of theclassical past, especially in the visual arts. On the other, there was a conscious rejection of these elements which seems to have been related both to a scientific paragon and an instinct for cultural preservation. This nationalism or provincialism can be noted in the writings of celebrated sixteenth century Portuguese writers such as Garcia Resende, who among other voices regretted the Portuguese voyages and the arrival of immigrants. In 1541, moreover, a rich movement of academic interchange for the Portuguese was suddenly interrupted by royal decree: a prohibition on studying at or accepting degrees from foreign universities.
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In addressing global art history, one often looks for borrowings, appropriations, migrations of visual and literary motives or symbols. In this particular case, we could very well pose a question which is opposite in nature: Why did the so-called Italian Renaissance not grow roots in Portugal during the Manueline period, when the whole scenery seemed prepared for that? And we would still be swimming in the same waters: Portuguese culture was then profoundly connected to "other" visual approaches. Retrospectively, this disconnection puzzles us because we would expect from a nation that was close to Italy -politically, commercially, and to some extent intellectually -to be more in tune with its accomplishments in the artistic fields and, above all, to embrace the vast repertory of classical tradition which Italy could offer, in order to create and shape its imperial image. It was only many decades after Emmanuel's death when the Lusitanian Empire had receded toward the contours of a distant dream, that this connection became stronger.
Cosmopolitanism and Regionalism in brazil and Portugal from 1808
I would like to conclude this paper by proposing a possible connection between two moments in Luso-Brazilian history, namely the first half of the sixteenth century, on the one hand, and the nineteenth and first half of the twentieth centuries, on the other. Is it possible to detect, in sixteenth century Portuguese regionalism, an antecedent to Luso-Brazilian nationalistic impulses in art and historiography during the nineteenth and twentieth centuries? In the field of historiography, only very recently have some Portuguese historians and art historians appeared to shift their interest from what historian Joaquim Barradas called the "specificity" of Portuguese humanism 29 -and by extension, Portuguese art and culture in the early modern period -to the artistic interchanges between Iberia and other regions in and out of Europe.
One key time frame for better comprehending this possible connection is the nineteenth century, when, throughout Latin America, a strong nationalistic rhetoric, politically related to emancipatory movements, was linked with the valorization of "local" idioms. Nationalisms had been traditionally defined in terms of a common origin, ethnicity, language, and culture, the essence of which should be expressed by national art. According to Rafael Cardoso, "the question of what constitutes Brazilian art, as distinct from the art of other cultures and nationalities, was perhaps first posed self-consciously in 1855", when Araújo Porto-Alegre, newly appointed as director of the Imperial Academy of Fine Arts, raised the question of what canons should be adopted by the Academy so that Brazil could develop its own "school". 30 Gonzaga Duque, one of the most influential Brazilian art critics of his time, pointed out that cosmopolitanism was an obstacle for the creation of a "national school": "[...] there can be no Brazilian school because the feature that distinguishes our art is its cosmopolitanism, and for a country to have a specific school, it must first of all have a national art". 31 It does not appear coincidental that such discourses so clearly remind us of the tension between regional and international traditions that permeated sixteenth century Portugal. The term "cosmopolitanism", which presently refers to the capability of adapting with ease and finesse to different geogra- phical contexts, for Gonzaga Duque had a distinctively negative connotation: it meant a lack of personality, character, and depth. In the 1920s and 1930s, not only artists connected to the Modernist movement but also the Brazilian intellectual arena as a whole was extremely busy seeking to detect and identify the main characteristics of an essentially Brazilian art. Classicism, as in the sixteenth century, was considered as an exogenous intruder that had undermined the original Brazilian art, in this case identified with the so-called "Baroque". In the decades that followed, what has been recently described as a "modernist-centric" 32 lens shaped the way in which the whole of Brazilian art history could be understood, from the colonial past to the future -a future indeed already present because nothing can in fact be more modern than modernism. 33 More recently, the recognition that we are now living in an age of intensive globalization has made scholars and critics more aware of the phenomenon of globalization in other historical periods as well, so that the use of geographical terms as critical tools quite naturally became somewhat suspect. One is often forced to admit that especially, perhaps, in "peripheral zones", categories associated with regions or nations tend to be more ideological than aesthetical. The necessity itself of a category termed "Brazilian art" has been questioned by a limited but highly critical number of scholars. 34 The same holds for Portuguese art of the early modern period, which has been strongly biased by geographical criteria. If for decades some Portuguese and Brazilian art historians have in their own spheres been assiduous in seeking to identify particular elements, hoping to build a common denominator strong enough to legitimize the creation and use of separate categories such as Portuguese Renaissance or Brazilian Baroque, in more recent years art produced within the borders of Brazil and Portugal has been increasingly viewed in connection with artistic and cultural manifestations emergent on a global scale.
